INTRODUCTION
Influential Pacific Island Studies scholar Epeli Hau'ofa (2008) argued the arts are central to invigorating homegrown cultural ideologies and practices and this is evident in indigenous dance research around the Pacific continent. Work by Teaiwa (2008 Teaiwa ( , 2012 , Kaeppler (2004) , Alexeyeff (2011 ), Mazer (2007 , Royal (2008) , Freeman-Moulin (1994 and Cruz Banks (2009 Banks ( , 2010 i Pa'a TaoTao Tano has over 600 practitioner-membersdancers singers, musicians, crafters and visual artists.
The emergence of this organisation and the social movement to enliven dance within the Marianas can be best understood within a historical context. Furthering the work of Flores (1996 Flores ( , 1999 This snapshot of the affair illustrates how dance on the island of Guåhan/Guam is a window into contemporary Chamorro identities, transcultural production and the dilemmas and opportunities of colonialism. In this event there is an active reaching back into the cultural timeline and a clear desire to know and honour the cultural distinction of the Mariana Islands. The two-day festival uses dance, chant and music as a way to 'charge up' Chamorro integrity and activate cultural rebirth and political transformation. It is an effort to practise traditional modes of education and storytelling, though not without contradictions and questionable cultural frameworks. Nonetheless, I witnessed some effective performances, moments when the chanting and dancing unleashed kana (spiritual energy) into the space-a tangible power that gave me goose bumps and sometimes made me cry when the energy created felt particularly profound.
BAILAN IRENSIA-TA/EMBODYING HERTIAGE
In the Guåhan/Guam context, dance is a tool for strengthening culture, less about the physical form but more about the consciousness it creates (Flores, 1999; Iriate, personal communication, November 6, 2010 , July 2, 2011 Rabon, personal communication, November 10, 2010) . If I can pose a possible working definition of dance relevant to Pacific people, I would say it is the embodiment of relationships.
The link between bodies, oral histories and cultural production is key to understanding the role and purpose of dance. Underwood (2012) 
PACIFIC DANCE STUDIES AND NOTES ON METHODS
To explore how Dinana Minagof is a window into contemporary Chamorro identities, the methodology of dance ethnography is employed. This is a research approach that considers how culture is at once mirrored and produced through dance (Keappler, 2010; Novack, 1990; Sklar, 2001 ). Sklar (2001) writes: "one has to look beyond movement to get at its meaning" (p. 31). Foster (2009) Hereniko, 2006; Teaiwa, 2005 Teaiwa, , 2008 . Renowned Kenyan writer wa Thiong'o (1986) wrote that "decolonizing the mind" was about promoting cultural expressions such as songs, music and dance. Linda Tuhiwai Smith (1999) 
FRAMING THE DANCE DEBATE ON GUÅHAN/ GUAM
Pacific dance research explicitly calls for more attention to the ecological picture of dance because this is easy to miss. Our definitions and histories of dance are 
DECOLONISING NOTIONS OF CONTEMPORARY AND CONCLUDING REMARKS
The Dinana Minagof showcase began with the contemporary section reflecting on "how we see Guåhan/Guam today", in the words of Frank Rabon. and pay respect to his ancestors and be proud of his heritage (Flood, 2001) . He was told to lift his heart, hold truth in his body and lift his spirit with dance. Leonard Iriate (personal communication, July 2, 2011) has also stated that chanting should fine-tune one's sensibilities and develop an acute observation and communion with the environment. He went on to say dance is never central to ceremony; it is about creating connection between people and cultivating unity with our island and ancestors. These are great starting points for a discussion on the creative philosophies of Chamorro performing arts.
As Hau'ofa (2000) notes, our cultural expressions are how we keep our knowledge alive. Dance is a source of kinetic storytelling, memories and genealogies, and is essential to how we make our worlds. I see dance as important to bonding ourselves to the ocean within, quieting down and transforming cultural dominance. To conclude, the dance renaissance in Guåhan/Guam is an opportunity to claim an indigenous voice and energise culture. The festival itself and the other significant dance communities within Guåhan/ Guam illustrate that heritage moves, grows, and activates the wisdom that sprouts from the unique vantage point of the Marianas. As Aguon (2010) states, the people of Guåhan/Guam, especially the next generations, need to become keen listeners to our own ocean of knowledge.
